Boston University Symphony Orchestra, Tuesday, March 23, 1999 by School of Music, Boston University
Boston University
OpenBU http://open.bu.edu
School of Music Boston University Concert Programs
1999-03-23
Boston University Symphony









DAVID HOOSE, conductor 
xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
Tuesday, March 23, 1999 at 8:00 p.m. 
The Tsai Performance Center 
685 Commonwealth Avenue 
Boston, Massachusetts 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
DAVID HOOSE, conductor 
Tuesday, March 23, 1999 
8:00 p.m. 
PROGRAM 






IV . Variation-Walzertempo 
V . Variation-Dewegt 
VI. Variation-Andante 
VII . Variation-Langsam 
VIII . Variation-Sehr rasch 
Arnold Schoenbt.cg 
(1874-1951) 
IX . Variation-L'istesso tempo! aber etwas langsamer 
Finale-Massig schnell 
-Intermission-
Symphony No. 2 in E-flat, Op. 63 (1909-11) 
Allegro vivace e nobilmente 
Larghetto 
Rondo: Presto 




One common characteristic of both composers on tonight's program is that they were 
virtually autodidacts-neither received formal musical training at a conservatory for an 
extended period of time. Their ingenuity, talent, and inspiration led each one to completely 
different musical avenues . These two works constitute only a small slice of the varied 
styles of twentieth-centu1y music. 
Arnold Schoenberg (1874-1951) 
Variations for Orchestra, Opus 31 (1928) 
After having composed in the "free atonal" idiom for almost a decade, Schoenberg 
turned away from composing and channeled his activities into the formulation of a stricter 
theoretical framework for his music. During this "silent" period, between 1916 and 1923, 
he formulated the fundamentals of the dodecaphonic technique, a "method of composing 
-'').th twelve tones which are related only with one another," as Schoenberg himself later 
cribed it. He experimented with the new procedure in a series of compositions written 
. raditional genres, such as the Suite for Piano, Op. 25 (1925), the Woodwind Quintet, 
Op. 26 (1924), and the Variations for Orchestra, Op. 31 (1928). The latter work is 
important not only because it constitutes Schoenberg's first attempt at using the twelve-
tone technique in a large-scale orchestral composition, but also because for the first time he 
makes extensive use of the method which later came to be known as "combinatoriality," 
namely, the simultaneous presentation of two different rows whose corresponding 
hexachords do not share tne same pitch content. This work is a virtual summation of 
twelve-tone techniques, approached with an intellectual refinement that is comparable 
only to Bach's late works, themselves veritable compendia of canonic techniques. In this 
respect, it is not a coincidence that Schoenberg chose this work to pay homage to the great 
Baroque master by basing the finale on the name B-A-C-H, which translates into the 
pitches Bb-A-C-B. 
The work is written for a large orchestra, including celeste and mandolin, but the 
actual sound resembles that of a chamber-music ensemble. Formally it consists of an 
Introduction, the Theme, nine clearly articulated variations, sharply contrasted in texture 
and character, and a Finale. The Introduction is thirty-three measures long, and in it 
Schoenberg exploits some of the possibilities latent in two combinatorial rows . After a 
' soft intonation of the B-A-C-H motive in trombone and cellos, a foreboding of its obsessive 
use in the Finale, the cellos introduce the Theme, a presentation of the twelve notes of the 
prime form of the set. Not surprisingly, this theme will appear in all the different forms of 
inversion, retrograde, and retrograde inversion, and in various transpositions. 
In the First Variation, parallel thirds predominate-an unusual, almost "tonal" 
feature of Schoenberg's twelve-tqne music. From full orchestral (although thin-textured) 
sound, we move to a Variation of chamber-music quality in which solo violin and solo 
cello predominate. Variation III is a frantic orchestral outburst, followed by a contrasting 
Variation, an elegant waltz featuring harp, celeste, and violin . Full orchestral sound 
returns for the Fifth Variation, with a distinctively animated high line for the violins. 
After a lyrical Variation in tempo Andante, Variation VIl features a whirling motive that 
permeates the whole section, first introduced by the bassoon and soon passed on to other 
instruments. The Eighth Variation is a quick rhythmic and motivic preparation (with 
string ostinato) of the music that appears in Variation IX in a slower and quieter guise. 
Modeled on the end of Brahms's Haydn Variations, the Ninth Variation features the theme 
in a more assertive treatment: for the first time, it is clearly articulated by the piccolo. 
The Finale opens with an emphatic use of the B-A-C-H motive, played tremolo on 
first violins and with a flutter-tongue effect on the flute. This motive, in all forms and 
inversions, will dominate the musical fabric of a Finale, which is almost as long as all nine 
variations put together. In the end, the restatement of the B-A-C-H motive brings the work 
to a close, as if with a musical signature. As Schoenberg himself put it, the images "move 
toward each other, link up to form a circle, and in anticipation of the conclusion enforce 
the adoption of a new form ." 
Twelve-tone composers were fascinated by the limitless possibilities that Bach 
opened up with his variation techniques. Schoenberg's Variations, however, are not 
variations on a theme-the very idea contradicts the premise of twelve-tone technique 
itself-but, ultimately, variations on orchestral textures and colors, where the theme is 
freed from the confines of harmonic and melodic treatment. It is, after all, the orchestration 
itself that obscures the theme, or makes its final appearance in the penultimate variation 
pellucid (as in Brahms's Haydn Variations). In Schoenberg's brilliant orchestration we 
hear the orchestral textures shifting as if in a kaleidoscope. 
The first performance of the Variations for Orchestra was given in Berlin on 
December 2, 1928 with the Berlin Philharmonic under the direction of Wilhelm 
Furtwangler, a long-time devotee of Schoenberg's music. The work was reportedly 
received with "stormy disturbances among the audience, followed by violent attacks in the 
conservative press ." 
Edward Elgar (1857-1934) 
Symphony No. 2 in E flat, Opus 63 (1909-11) 
The score of Edward Elgar's Second SFphony bears the dedication to "the 
Memory of His late Majesty King Edward VII,' a tribute to Elgar's royal friend who h. 
passed away in 1910 while the Symphony was still in progress. The work received its 
world premiere in London on May 24, 1911, a month before the coronation of George V, 
with Elgar himself conducting. A bewildered audience gave the work a cool reception. 
A cryptic message opens the preface to the score, a quotation from Shelley's short 
poem lnvocatwn : "Rarely, rarely comest thou, Spirit of Delignt." This laconic epigram has 
been the object of much speculation in regard to the character of the symphony. Afthough 
not a programmatic work, Elgar admitted that it was one of the works in which he had 
"written out his soul." Shelfey's quotation must have encapsulated poetically what E19ar 
had in mind in describing his Second Symphony as "the passionate pilgrimage of a soul. ' 
Elgar was born and raised in an unstimulating environment. Coming from a 
provincial background and lacking any formal musical training, he worked far from the 
public lights for much of his life. His move to London brought llim unexpected success 
when his Enigma Variations caused a sensation in their first performance in 1899 under 
the direction of Hans Richter, the Wagnerian conductor who had given the premiere of the 
complete Ring at Bayreuth in 1876. fn 1902, after a performance of the oratorio The Dream 
of Gerontius in Dtisseldorf, Richard Strauss hailed Elgar as the foremost Erlglish composer 
of the day. In spite of his large compositional output, Elgar is mostly known today for his 
first Pomp and Circumstance march, music originally suggestive of royal opulence, but now 
consistently forming the background for graduation ceremonies. Elgar was knighted in 
1904. 
The Second Symphony came only three years after the First Symphony, and it was 
his last (a Third remained incomflete) . Elgar's classically-oriented symphonic work, as a 
whole, represents a summation o Western music at the tum of our century. Its overall 
tragic character stands as a symbol of the end of an era, not far from the symphonies of 
Gustav Mahler, a composer who had died in Vienna only days before the premiere of 
Elgar's Second Symphony. 
The first movement is to be played nobilmente (nobly), a characteristic marking of 
the composer's. Throu11hout this richly orchestrnted movement, two opposing forces 
coexist, sometimes in direct conflict and at other times in harmonious balance. The opening 
syncopated theme is followed by a number of additional motives that seem to derive 
directly from the opening motto and give the music a poignant urgency and restlessness. 
Unstable harmonies and vigorous rhythms then subside in order for the cellos to introduce 
a "sinister" theme over throbbing timpani . This is a "most extraordinary passa11e," 
according to the composer, also described as "a sort of malign influence wandering thrc 
the summer night in the garden." After a vigorous reprise of the opening theme, the 
movement comes to a brilliant conclusion, featuring forceful scales and a harp glissando. 
The second movement in C minor is unmistakably elegiac in character. After a 
seven measure introduction of sweeping lyrical beauty, woodwind and brass usher in the 
main theme, a funeral march. Its mournful character, reminiscent of a solemn procession, is 
further accentuated by the rhythmic ostinato on the timpani. After a triumphant outburst 
in the middle of the movement, a lamenting solo oboe is heard above motivic and rhythmic 
echoes of the funeral march. A second climax brings the music to a quiet close, with one 
final echo of the opening funeral music. It seems that Elgar here is expressing "noble grief" 
in a manner far removed from his "pomp and circwnstance" image. 
The Scherzo opens in a playful manner with a rapid theme that quickly turns into 
a grotesque dance. In tne form ofa Rondo, the movement alternates between "soothing 
pastoral strains" and relentless percussion hammering, "like a horrible throbbing in the 
head during some fever," to quote the composer. In a surprising tum, the cello tune from the 
first movement comes back, leading the music to a violent outburst. The movement closes 
with a sequence of mercurial, cross-accented rhythms, charged with rhythmic electricity. 
The fourth movement forms a mosaic of thematic connections and motivic 
allusions. The music opens in a leisurely and serene manner, which very quickly becomes 
agitated and leads to a massive orchestral sound. Any attempts at fugal episodes are 
quickly negated by trumpet fanfares and exuberant orchestra1 sound. The opening 
syncopated theme from the first movement returns to bring the work to a startling, 
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